FREDERICK CHOPIN

12 STUDIES
(Op. 25)

( Composed belween 1830 and 1834)

FOREWORD

In publishing this Edition of Chopin’s compositions, we propose
to offer the public a final text, unimpaired by doubtful traditions and
misprints which have been too often superstitiously respected in
previous editions — and, at the same time, a rational method of study
founded on a searching analysis of technical difficulties.

The essential principle of this method is to practise, not so much
the difficult passage taken as a whole, but the particular difficulty it
presents by reducing the latter to its elements,

This principle will hold good for all pianoforte practising; it does
away with mechanical work which degrades the study of an Art
essentially featured by sensibility and intelligence ~ and though it
may appear superficially slow, ensures in fact definite progress.

Both teacher and pupil will find in the practice-formulae
explained hereafter a basis from which to evolve new exercises suited
to the individual difficulties peculiar to cach performer.

We have not burdened the text with aesthetic observations. Rules
may indeed be set down concerning the manual practice of an Art :
but personality and taste have never followed rules.

ALFRED CORTOT,
Paris 1914,

N.B. — The melronomic indications that appear at the beginning
of each Study are those given either in the original manuscript or in
Schlesinger's Parisian edition published while Chopin was alive. We
have added our own suggestions as lo the approximate duration of each
piece. (See Thematic Table).



STUDY N-° I
(Op. 25)

s To have an idea of his playing, one must imagine somebody playing an acolian harp - a harp, however,
o able to produce the whole range of tonalities - and that the artist's hand, plucking here and plucking there,
s is tracing in rich profusion intricate arabesques of sound, and yet so that one can hear a deep lower note
« and a delicate treble throughout the whole performance ».

This is how Schumann expresses his feelings after having heard Chopin play this Study, and further
on he writes :

+ The Study in A Flat is more of a poem than a study. You would be greatly mistaken in believing
« that he brings out every one of the smaller notes. His rlayin is more like a long undulation of the chord
« of A Flat major which the pedal lengthens right up to the high register. Through this harmonious blending
o of notes, you can hear the wonderful melody pouring forth in broad accents. About half-way through,
« like a twin melody, a tenor voice out-tops the Nood of chords, When the Stud}r comes to an end, it seems
« to you that a radiant image has just vanished, like those which appear to us in dreams and that we still
« long to gaze upon when we open our eyes ».

These lines contain in substance what is essential for the rendering of this composition, consequently
for its technical preparation.

They emphasize the truly vocal character of the melodic line as well as the importance of rendering its
perfect legato and delicate, even and decp tone in spite of the exclusive use of one finger only and of certain
particular wide-stretches.

We also understand from Schumann's words what perfect technique, what lightness of touch and what
subtle knowledge of both keyboard and pedal went towards creating the poetical and vaporous atmosphere
in which Chopin shrouded the arpeggio design which is the harmonic = but almost immaterial frame of this
melody.

These two elements therefore call for quite separate study in detail, and they should be blended into a
harmonious whole only when the particular difliculties of each have been overcome.

First of all, practise the melodic line to ensure firmness and quality of touch of the 5th finger of the
right hand which — in our edition — plays the vocal and expressive part,
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With the exception of the last six bars, practise the whole Study in this way, by fragments of cight
bars, first of all mezzo forte throughout steadily sustaining the tone of the crotchets,

During this exercise, the 5th finger should keep firm and slightly curved and the wrist very flexible in
order to facilitate the successive leaps from one octave to the other, the hand being raised high above the
keyboard for this movement.

When the student has mastered the neatness of attack dealt with in the above-mentioned exercise,
{lﬁshuuld-then practise the dynamics of the upper part playing the quavers of the lower part piano throughout

¢ exercise,

Then, practise wvith dynamics, the following variant which will be usefully employed for the whole
Study and compose the arpeggio throughout the exercise with the last three notes of each beat :

L

The smaller notes should be played quickly and lightly, only grazin{g the keyhoard without leavin
- the fingers on the keys, while the Sth finger should give timbre to the melody by keeping the key presse
~ down during the whole length of the crotchet. Greal care should be taken not to replace the action required
- of the fingers by a movement of the hand.
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Further, employing for the sextolet the last note of each arpeggio :

e —————

N° 3 5 5 5 5 j_ 5
s efe.

4343434342343 simile 4343434

The wide-stretch of this variant will not always permit of the upper notes being held.

5
s bl -
1th hr B LEPEEPEEEEEE i this case, play thus :
43

43

In order to acquire perfect independence of the 5th finger, we recommend practising the arpeggios with
the 3rd and the 4th finger alternately throughout this variant and the following one — though they are not
used constantly thus while performing.

Further, practise thus :

The smaller notes alternately legato and staccato, but pp, throughout, only the melody being played
with dynamics.

The wide-stretch difficulty mentioned in N° 3 will sometimes compel the student to modify the formula
as follows :

6th bar

The student having by the help of the foregoing practice acquired the ease and the quality of tone required
by the expressive sweep of the melodic line, he must now endeavour to acquire evenness, lightness and lim-
pidity for the accompaniment figure.

First, for the right hand, practise each arpeggio position, leaving out the 5th finger, thus :
N2h A= ca—gee o

Then : NO°6 24232

Great care should be taken to play with the fingers only, alternately legafo and staccato, the hand per-
fectly steady, gradually quickening the tempo.

Practise every sextolet group of the left hand according to the above-mentioned formulae leaving out
the 5th finger.



Then, practise the right hand again, this time adding the melody and with the final fingering.
First :

5 s
|

Further, practise the right hand as written in the text, but playing all the upper melodic notes one

octave higher.
Ne1o 4 . . . 4
=, F:EFIF:c!r.
2 —_— e e e

; hA\lrloiddslackening of speed or disturbance of tone-quality due to jerky attacks produced by the shifting
of the hand.

For the left hand, practise formulae N° 8 and 9, but inversely, i.e. :

mﬁ

Ex.

- (finger-staccato) I

Practise also according to formula N° 6.

Before combining the two hands for final practice, each hand should be studied separately with the
following rhythms :

ety et G el p Ve p i

Transpose the whole Study into A major employing the fingerings of A Flat.

We wish to repeat that the poetical and aerial quality of tone required for the acompaniment is entirely
dependent on light playing of the fingers. Therefore, never let any movement of the hand cause heaviness
to the finger-touch as this might cause an impurity of tone that would destroy the impression of a harmonious
shower of notes which the performer should endeavour to evoke.

For the same reasons, the sustaining pedal should be released with great suppleness and never pressed
down fully in order to avoid, as much as possible, any hiatus.

Thie una corda pedal should of course be employed simultaneously ,except for those particularly eloquent

passages so obviously emphasized by their expressive melodic outline that they need not be mentioned here.
ALFRED CORTOT
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y employing substitution of fingers on the
: in any case, it proves profitable practice.
: 924124 or 523123,

(*; In ouropinion more regularity and accuracy of the accompaniment design are obtained b
ard and GLh note of the sextolet, than by always using the same fingers on the same notes
However, a better resull may be obtained as regards fluidily and speed by emploving the following [ingerings
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{**) The thumb of the left hand erer the thumb of the right hand.
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STUDY N* 2
(Op. 25)

In this Study which requires to be interpreted both with natural feeling and with refinement, there

s no need to emphasize that virtuosity which we considered as being the essential musical factor in order
o render Study No 5 Op. 10.

Here, on the contrary, the aim should be to give the composition a gentle poetic atmosphere and the

perfection of the execution should merely leave an impression of veiled beauty — something in the spirit of
Virgil's « Fugit ad salices ».

__ Now only virtuosity of the highest class can ensure without any sense of display the requisite beauty
of tone, the character of swift flight and the refined grace of the design played by the right hand.

It will therefore be imperative, before beginning to practise the Study itself to acquire the lightness
and motion exclusively of the fingers, steadiness of the hand, and flexibility of the wrist (all of which will
 ultimately ensure a perfect performance of this work) by practising the following exercises :

1° For evenness of the fingers and steadiness of the hand, thus :

to be continued chromatically,

The breves represent the mute position of the fingers which should only touch the keys without pressing
them down. Practise alternately legato and staccato, gradually quickening the tempo, from pp, to mf
‘The fingers should remain in close contact with the keyboard and should not be raised forcibly.

Variants of the same exercice :

ele,

= i 43
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_ WhL o0 T e M 2~ ~——3~ . to be continued chromatically
e e etoving it L | SR IO COP VEPE T IEP O
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a7,

to be continued chromatically
The three last positions given in this exercise (in fourths and fifths) should not be used if their practice
causes strain or undue stretch of the fingers. : :
4° For lightness and legato of the thumb, 2nd and 3rd finger of the right hand of which the succession

will constantly recur in the course of this Study :

to be continued chromatically

13
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Further, practise the right hand part throughout in fragments of a few bars, gradually linking them
together. Repeat cach fragment about ten times with the following rhythms :

frrrorlorr nrr lestenelezr i legrperiee s e

Then, in order to develop lightness of the fingers :
A L |

A.

AL

And, finally, binding each note to the following one with a shake in ternary rhythm to obtain perfect
legato throughout.

o=
f:.r B - A — .‘-.=ﬂ__.-.‘--‘ — efe
> §==-==---=—f=:—_—-——— - o 2 e _——=——=—-—'-=== =

: notes of the corresponding melody.
r —— = — — = 2 efn,
ﬁ—-—h—-ﬁ—‘h_._-__z—sf e - —

L
While practising the above exercise, full attention should be paid to the lightness and a correct move-
ment of the thumb, and to avoiding any abrupt movement or strong accent which would impair the character

of the piece as well as the quality of the practising.
Before combining the two hands _— 5 5 the triplets in crotchets should be played

for the final practise of these pages, it i l"J o J , strictly regularly in spite of the discrect
will be necessary to get accustomed to the ey _ part played by the left hand as it is
minor difficulties arising from the super- E_ E f L E f they which create its individual rhythm.

position of two different rhythms :
—
ete.
EE iia/i to be continued c¢liromali-

r cally in every major key.
s - II elc. §
.

Make the accent very precisely, with the fingers only. When performing this Study, this accent should
of course be softer, more blended and it should be heard only as the audible expression of an inner rhythmical
feeling but without impairing the melodic outline.

For the combined practice of the two hands, we recommend the following variants :

etr.

We insist here that it is most advisable, as well for the practice of the foregoing exercises as for the
ultimate perfecting of the Study, to apply the rules which J. Ph. Rameau sets down in his Essay : « de la
Mécanique des doigts sur le clavecin » (Mechanism of the fingers on the harpsichord) and which correspond
most happily with the manner of playing that we have recommended for this work.




Rameau says first of all :

« The fact of keeping fingers 1 and 5 on the edge of the keys leads the performer to curve the other
¢ fingers in such a way that they also are on the edge of the keys; by letting the hand droop, as we have
« previously explained, the fingers will curve quite naturally as required and — for the time being — they
« shall not be either extended or curved further, except in cases when it is not possible to do otherwise. The
« wrist shall remain supple and this suppleness being imparted to the fingers will afford them the freedom
« and lightness required ; meanwhile, the hand being quite limp only supports the fingers and leads them up
« or down to those parts of the keyboard that they cannot reach by their own action. »

And further, he says :

« Stronger movements shall be used only in cases when slighter ones are not sufficient : and even then,
« if a finger can reach the key without moving the hand, simply by straightening the finger or opening the
« hand, great care must be taken to avoid any exaggerated movement. The fingers must fall on the keys and
« not strike them ; moreover when they play in succession they should glide, so to speak, from one key to
« the other : all of which should warn you of the gentleness you must observe at the beginning. »

And again, he says :

« Keep in mind that each finger must act by individual movement, and be most careful that the finger
« which is releasing a key shall keep so close to the latter as to appear to still be in contact with it.

« Never let any movement of your hand burden your finger-touch : on the contrary, let your hand
« support the fingers and thus contribute to their lightness of touch : this is most important. »

When Rameau wrote this in 1724, he had in mind the « Mechanism of the fingers » in general and naturally
also the rendering of all compositions for the « Harpsichord ». And although these rules are so discreetly
expressed and so moderate in their requirements, the greatest harpsichordists, up to the time of Ph. Em. Bach
— and even Mozart — appear to have found them sufficient to achieve perfection in playing.

It needs the advent of the pianoforte provided with a keyboard offering greater resistance than that
of the harpsichord, able as well to prolong the tone, enriched with an infinite variety of timbres — due to
the possibility of striking in various ways — and to the use of pedals; it needs also the coming of Beethoven,
Weber, Chopin, Schumann and Liszt who will make the pianoforte express all emotions, who will ennoble
it by making of it the instrument of enthusiasm, who will adorn it with all the paintings of imagination,
and demand that it shall interpret every human feeling — all of this is needed for the technical pianistics
to explode the casing in which school - traditions al any rate — if not exactly musical production — had
enclosed the limited resources of tone of the XVIIIth century. Indeed this had to come for interpretation
to be no more exclusively ruled by considerations of clearness, evenness and elegance, but that every kind
of freedom, every kind of audacity, every means and ways of producing timbre should become lawful — with
the sole reservation that the composer’s thought should be faithfully interpreted.

Yet all this priceless enrichment has not been acquired without suffering some impairments. Indeed,
for too long a time, Masters on the one hand — notwithstanding their loyal intentions, but somewhat
intoxicated by the space opening before them — and Pupils on the other hand, in spite of being highly-
gifted, thought they could either for the sake of orchestral colour, or for an outward show of feeling, or lo
display assets of virtuosity (not always definitely acquired) — ignore the qualities formerly considered as
the essential ornaments of talent and came to look upon as accessory and subsidiary the rules which used
to be the very foundation-work of keyboard-playing.

One of the most genuine achievements of modern technique will be to have realized that here lay. not
only mere heedlessness, but downright error.

If we analyze the reason why compared to others, the performing of our best pianists to-day has
more flavour, why their playing is more natural, their range of tone-colours richer and more delicate, we
shall discover that the foundation of their technique — to which they add all the improvements due to their

personal genius — are the rules plain, precise and moderate of J. Ph. Rameau.
ALFRED CORTOT



STUDY N° 2
(Op. 25)
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The original editions have the sustaining pedal marked as to be pressed down at the beginning of each bar and released only at th;
end of the bar — except when the harmony changes.
Considering the sonority of modern instruments, we have thought it advisable to lighten these directions.

If the foot be supple enough, we recommend the following modifications :

——*h

. *#%D. *TD. * . * T *# %W * on *ID *T #

which, besides ensuring to the harmonic structure the evanescent character required for the rendering of this Study, affords at the same

time excellent rhythmical practice.

(*) Practise as well the following

fingerings : ::Ta'-
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STUDY N°* 3
(Op. 25)

The student should concentrate on : Precision and independence of the fingers’ contrary motion — Flexi-
bility of the wrist — Evenness of tone of the thumb and the 5th finger.

From the very beginning of the practice of this Study, it is necessary to bring out the two different
rhythmical elements which by their constant opposition give to this work its character, life and vivacity.

For example :

or g

And then :
or

ete.

When the student has mastered the particular flexions of each of these figures, and feels he can combine
them without their losing their individual timbre, he may then interpret the first 48 bars of the composition
as if they were written according to the following quicker and lighter figure :

From Bar 49 onwards, the second inner note is no longer bound to the second quaver of each group
as previously. Great care should be taken to observe most accurately this new rhythmical form.
First, practise the figure played by the thumb and the 5th finger of the right hand, as follows :

>
el

=
_/'V
= 3
=

efe.

raising the hand high above the keyboard let it fall loosely on each group, using the motion of the wrist
either to accent the first note with the thumb, or on the contrary to make a more forcible accent on the last

note with the 5th finger. ) =4
Then, practise the semiquaver figure played by the right hand according to the following variant which

can be profitaby employed throughout the Study :

Again, by raising the hand rather high before letting it fall lightly, avoid striking the first note more
forcibly than the next ones. Let the fingers prepare — so to speak — the motion of the shake before actuall
placing them on the keyboard, and see that the fingers remain in contact with the keys for the whole lengt]\;

of the shake.
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Next, practise the right hand separately combining the two figures, as follows :

= e

>

(The accents with the thumb and the 5th finger sh

ould be very [;recise and the shake very light).

From Bar 29 until Bar 41, this variant will be modified thus :

Wjﬂ%ﬁ,\d :

Complementary exercises to acquire independence of the fingers in every position :

2
matically in every key

= ~
to be continued chro

a
2
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: - and so on chromatically
For combined playing of the two hands, we recommend practising the following variant throughout :

7 i 9

el r,

above-mentioned

For the 5th bar from the last — and once the student has carefully practised the four !
an even and light

formulae — he should adopt out of the following fingerings the one best suited to obtain

execution of this bar in semiquavers.

2232 2.0 2 3281 323232

g3 2

| 1
We give hereunder two easier variants of this same bar (which should be employed only after having

practised the above fingerings) , p. ik S b
2391 i : t : g

ALFRED CORTOT
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(Op. 25)
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(*) Execute

thus ;
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STUDY N 4
(Op. 25)

In spite of the fact that this Study appears to offer no variety from the technical point of view, the
student will find that it affords him many opportunites to further his progress in pianistics if he considers
the diversity of its expressive and rhythmical details, the variety of tone to be rendered, the staccato played
alternately by finger or wrist movements, and the « portamento » and legato playing which sometimes alter-
nate and at other times are simultaneous.

First, take separately each individual difficult touch, then, by amplifying these difficulties, and even
exaggerating them, thus convert them into exercises which may appear irrelevant to this work but which
will ultimately ensure a perfect rendering of the composition, far better than numerous repetitions of Chopin’s
text.

Thus, we will first take the light, terse, incisive and almost-pizzicato tone which is suitable for the chords
played by the right hand during the eight opening bars of the piece. In order to achieve this particular tone,
we will analyse and perfect the movement of the wrist and the action of the fingers by means of the following
exercises :

o

I‘c-
L I
e
-

"
Iy
-
1

1 2 3 1

= == == [~ [~ o

and so on chromatically
Practise f and % Raise the hand high above the keyboard and attack with decision, release the key
immediately so as to bring the hand back to its former position. Avoid any movement of the finger; on the
contrary, keep it rather stiffly curved, in contrast with the wrist which should remain extremely supple.
Then, practise according to the above figure, transposing them into every key, the figures in two-note
chords, as follows : fourths

bis seconds E L‘_ t.hirdz'th! h—t ' g ﬁt .

sixths sevenths octaves

¢.,
|

fifths E

Employ successively the following fingerings :

Seconds and thirds : |2|3|4|5|3|4|5 4|6|5|
1(1/1]1]2|2]2]|3(38]4
. 2[8la[s] |4]5] |5
i F"”’:‘hs- 11]1]1] |2]2]| [B8
Fifths, sixths and 3(4(5 5
sevenths : 1111 2]
4[5
Octaves : 111
Next, play the three-note chords, as follows :-
% a ' o ool g .
i @21

ele.

ele.

It stands to reason that these formulae may be practised in a number of various forms by modifying
the position of the chords. However, the manner of practising never varies in its principles throughout the
exercices, i.e., : the fingers should strictly prepare the position of each chord before striking it and both
the fingers and the hand should be kept firm, both when playing and between the chords; the wrist and
the forearm, on the contrary, must remain most flexible while striking and while shifting the hand from
one chord to the next.

Be very careful to ensure equal force of the fingers; also see that they should press down the keys and
release them strictly simultaneously whether playing piano or forte.

.
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To conclude these staccato exercises, we advise playing the right hand of the Study several times through-
out employing the following variants :

£ %

Accent variant N° 2 as follows :

In order to prepare the transition from the strictly staccato playing to the combined legato and staccato
played by the same hand which will be our further object in the analysis of this composition, exercises G and D

should be practised with the following modification of rhythms :

lete.

D v i , i<
Be very careful to raise the fingers neatly before attacking the semiquavers which should be playeu
with the fingers only; the quavers should be played as strictly detached as in the foregoing exercises.

Further, for firmness of attack of the 5th finger and for neatness of movement of the finger-staccato,
practise thus :

and so on chromalically
Next, changing the chord-position and in order to ensure the firmness of the note held by the 5th finger,
thus :

i) 75

And, finally, to bind and make even the successive attacks of the 4th and 5th fingers :

5 4 5 4 S—_t
.ﬂ_ L - = — s ' Ir —=
%Bir‘ = . ele
I l i [ | | =3

Although the 4tn and 5th fingers are the only ones to play the expressive and melodic part in this Study,’
we recommend practising these same exercises with the other fingers of the right hand, thus :

for 2nd finger 5y .rUE' I]lm]_nh :

pr—p— 1 | 1 T 1 [ [ )
FEo. . efe.

for 3rd finger

And, as he did previously for the staccato-exercises, by playing the whole of the right hand part in
detached notes, the student should complete the work of combining staccato and legato in the one hand
by the three following variants :

holding of the lower note,

lolding of Lhe inner note. holding of the upper note.
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- For the whole part of the Study in which held notes and finger staccato are combined, the student should,
in spite of the differences of technique, contrive to impart to the detached notes the same tone as that of
‘the chords of the opening eight bars of the piece. He will obtain this result by striking the keys with a quick
‘and decided motion even when playing piano, and by swiftly drawing back the fingers so that they should
‘immediately be in the proper position to play the next chord; meanwhile, the weight of the hand and wrist
should bear entirely on the finger which is playing the held note.

Some few bars of the Study require to be rendered by a staccato « louré » to practise which needs no
__Erticular formula. For their execution, it will prove advisable to follow these few principles : instead of
keeping the hand and the fingers firm durin%]and after attacking, as previouly explained for staccato playing,
_one should on the contrary slightly relax the fingers at the exact moment of pressing down the keys and
substitute for the quick rebound of the fingers or the wrist a light weight of the forearm, increasing it more
less according to the nuance. The right hand part should be practised throughout in this manner (1).

~ Having thus analysed the difficulties relating to touch for the right hand, the student should now turn
his attention to the left hand : the mechanism of this work is less complicated, if not any the easier.

First of all, practise the exercises hereunder in every key, and strike the quavers with the hand raised
“as high as possible :
e A ol —Solioge La T

=
Sy 2 1 = elr,
L i - IS . i ) . 0

= % = b - o L
o R il e B Ll T
- When performing, the bass note should always be slightly more emphasized than the following chord
50 as to ensure the rhythmical frame of the piece — which might be altered by accenting forcibly the weaker
‘beats that support the melodic outline of the right hand — and for the harmonic successions to retain perfect
clearness.

Therefore, we recommend playing this bass note with a rhythmic repetition in order to strengthen the
action of the finger which plays this note, and playing all the chords in octaves in order to improve the
suppleness, independence and firmness of the wrist-movements, thus :

ra ) 3 : =
- 1
1

Finally, practise the left hand part as it is written in the text, in fragments connected gradually into
longer and longer passages, and gradually quickening the tempo up to presfo, so as to conquer progressively
the strain which may ensue from repeated wrist-movements.

ALFRED CORTOT

(1) N. B. This .. quasi-porlando  playing should not he confused w ith the .. portamento " analysed in Study No2Op, 10,
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STUDY N* 5
(Op. 25)

The object of this lesson is to analyse the differences of timbre and finger-touch which constitute for
this Study, as they did for the previous one, the most important obstacles to overcome. However, hefore
coming to this, the student should first of all acquire mobility and lightness of the thumb and 2nd finger
of the right hand, and he should get accustomed at the same time to using the thumb continually as a pivot
for shifting the hand.

Accordingly, first, from Bar 1 to 41 and from Bar 99 to 124, the student should practise the variant
ll:ereunder which may be applied throughout to the part played by the thumb and the 2nd finger of the right

and,

B~
Chopin'’s text ey E=—

efe,

51 5

efe.

21 2 1 21
Next, adding two upper notes :

5
1|
= i

Yy GHE = — o — W
i P B B BB 4N = B
—-------=====-.r—==—=

ele,

Further, the following arpeggio-formulae :
5

Ay 2 A

efe.

- S e et L W Y
= 5% g W0 e =

921 21

2]
to be continued chromatically in every key

Apply to the foregoing formulae, the following rhythmical variants :
{ 4 |

b - = | a——

= — = g B> e — ——

Then, going back to the variant first mentioned, practise the same bars again, this time adding the
upper note — or notes :

The upper note, or notes should be practised alternately held and detached.
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For the middle passage in E major, and in order to ensure a perfect succession of the different positions,

we recommend practising thus :
é L

=1 1
Next, practise only the lower part of the arpeggios :

ete.,

coll |
i@

=3

st

e2f o
s zu.%m
3 3 '23

Iz 2 23 #"

Further, in order to develop evenness of finger-movement and also to preﬂare the passing under of the
thumb, thus :

e
=
{1}

LP7]

; to be continued chromatically in ever
And, finally, employing throughout the following variants :

&eoeen

Raise the 5th finger slightly but very precisely to play the repeated semiquavers, meanwhile carefully

observing a perfect legato of the lower fingers.

For preliminary practice of the trill covering the four bars at the end of the Study, use the following

formulae : 5 5
3232

= == T .
r 23238

When the student has overcome the purely mechanical difficulties of this Study, he should endeavour
to bring out every detail of rhythm or tone.

We are however faced here with a problem of interpretation and of natural gifts — which is more than
a problem of technique proper — and to analyse which mere words can hardly be expected to compete with
enlightening demonstration on the pianoforte itself.

Each slightest modification in the writing or punctuation of the original design should be rendered by
a different process of attack, but these differences are most subtle and the various manners of achievement
so closely dependent on the kind of instrument used that only the performer himself is in a position to grade
the intensity of such subtle finger-touch.

We shall therefore limit ourselves to the following examples of notation which, by exaggerating the
accents of Chopin’s text, give a summary differenciation of the various expositions of the theme in E minor
at the beginning and at the end of this Study.

Bars 1 to 20 or 99 to 110

Chopin’s Text

Suggested variant

Be careful to detach the upper note neatly by an incisive movement of the finger.

The thumb and the 2nd finger, on the contrary, should hardly graze the keys, and the groups should
be played with only a very slight interruption between each.
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Bars 21 to 29 or 111 to 114

Chopin’s text

Suggested variant

- The two-beat rhythm is obtained by lifting the hand with a light and supple motion.
~ The upper note should be pressed down rather than struck.

Bars 30 to 37

Chopin’s text | Sl

Suggested variant ﬁ ete.

It seems to us in accordance with Chopin’s thought to play the appogiatura simultaneously with the
upper note. If the conformation of the hand permits, one should substitute the 4th finger to the 5th, when
ng up the keyboard, as this way of playing ensures perfect legato of the phrase which becomes here
tenderly expressive ; in the case when the substitution proves impossible, use the 5th finger throughout.

~ Only a very great flexiblility of the wrist will permit of achieving the penetrating tone required by the
‘two parts : a slight predominance should however be reserved to the upper voice.

Bars 38 to 42

|
Chopin’s text ﬁ;j—c.p—d_ﬁ ete.
: o o 1 Y s :
ele.

o i — o
——

Suggested variant

e

~ Full attention should be given to ensuring evenness of tone to the quavers without however emphasizing
- ge ll.'l‘pp(li)r no;e, and to playing perfectly legato throughout with the fingers gently curved and never leaving
the keyboard.

We think it uncalled for to point out that the light and vivacious character which prevails at the beginning
‘and at the end of this composition should in no way be affected by the above-mentioned modifications
~of touch. The latter are but very delicafe tints of colouring; they should not influence the general mood of
these pages which Chopin indicated as « Scherzando ».

In complete opposition, the middle passage in E major with its penetrating and colourful atmosphere
~of sound and its poetical and expressive ardour being — as it were — expressed with greater freedom in
‘marked contrast with the alert and precise figure that precedes and follows it.

For the preliminary practice of the left hand in this passage, we refer the student to the analysis of
Study N° 6 Op. 10 (see paragraph relating to execution of upper part) and to that of Study N° 7 Op. 25.

The student should endeavour to achieve a perfectly even and blended tone for the accompanying
design played by the right hand ; indeed its harmonies should wind about the melodic line like a transparent
veil.

Avoid raising the fingers, let them keep throughout in close contact with the keyboard ; also, aid the
passing under of the thumb and the shifting of the hand by observing a constant flexibility of the wrist.

ALFRED CORTOT
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STUDY N° 5

(Op. 25)

Vivace(d - 184)

1

leggiero

e

|

(*) The first French editions have it thus °
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STUDY N-° 6
(Op. 25)

We have not found it possible to give one standard-tyge of fingering for the scales and passages in double
notes of this Study as the student will have to employ the fingering which is best suited to the individual
structure of his hand.

Moreover, according to whether the passage he is interpreting requires to be played legato or non-legato,
slowly or quickly, # or p, he will need to use different fingerings in order to render the modifications of
touch, or tempo, or dynamics, even when the succession of notes played is itself identical.

In order to facilitate the selection of the fingering most suitable to the physical convenience of each
student, we have drawn-up, for the most characteristic passages of this composition, a table of the various
combinations which are equally advisable to render their quick, aerial, flitting — almost impalpable character.

For bars 1-2-3, and similar passages (bars 7-19-23-35-49 and 53).

IR S
A. i2125?2|2i3“’““

T W R e
B'1212I212 =
Gi % 8 3 st 45 28 i
Disizlziz

* 4 58 R4 5 35 %
E:zistztz:
TR T 2 S
P 23310943

4 b 3 5:% 5 8 5:4 535:3523%8
Pooauad sy eseil e esls U3

8 4 A AT 3 453 413 53 5:335 38
G, T3t T ey dlt e g

For bar 4, and similar passages (bars 8-20-24 and 36).

SAT ALS A8 AL
A T2 ygiv gy gisnle
5 8T3 58 A
Bt sy an wi
R S S e T
5 AR S W A T
4 54 3:4 54 3:4 54 334 54 §:3
D, A% gion ety ek 2 8t
454 0% % 54 3. ..
E. 13:2;:313:“’"”9

~ For bars 5 ans 6, and simisar. The following fingerings may be applied to all chromatic ascending scales
in minor thirds.

bz ete.
 m———r —
G4 53148 4 858 5B Aiz 4 I A3 S I A - :
Ao TSPy R e R it 8 I8 1 3 Tk Chopin's fingering
v 3 4 8a 53 4 34 54 B8 4 LA 5D 4 904
Bill s ¥ Friae 2 i s ging W1 S gl & Tua
34 : 3 4 34
B3 0] : ;T i 2.2 :
3 4 34:34 6 3i4 3433146 34:34 5 314
G s leire A iy v 128 3. 13 iaes 8 13
D 2 8 48 %X 4 5 4:5 &£ 8 b1k 5 A3 64 5 4.0
IR TR Y T N b 1 e e N . e, R e
T S A S A E BoA B AR TR SR 3
B A P 3 ety e vy 1Lises 8 by AN R
3 A BX2 45 4 3:4 S5 45 4 531 A0 4 F:N
o g aiiscy T iy 2oV v 1oy wed
T T D T T e R g e e T RS 4:5
G Far3i1 38 133 12132312:125253
e R T E I E R L
H. 3 1 %:i%8 132 ¥is 18 §i1 9 1281 2 1:3
28 BAIE S & 34 b4 584 5A4A:BD & 214
T. 9% 38 e g3 x:8 o3 aiicN t a% oA % dnE
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For bars 11 and 12, and similar (bars 13-47 and 48).

A 4 343:4354i3 43413543343 4:5454:305465b:i4343

% 1 3 1121824 81 PSRN E I8 1S TG g gy
B Y3 265:4354:3 25 4:35 438 :4343:5354:36535:4343
AN TR SURPRCL 8 W R SN Rtis A g i T g
C. 543534 354:3 43 4:3543.:3434:5454:3435:4343
T RIS ERINS Y SN X gy Ay s e gy ey g g
D.4354:3254:3543:2543:5A4A54:54564:35405:4343
* 29 3 BIg ¥R 8D S04 32 9 1332 IS L O gych g8 4TSy

For bars 15 and 16.

D e e e B e e I S s e
A.3 838 2 1i2 82 1i3 3823 1 : smle
LTS R S T L T o e O R
By 1 2 12 81 2831 21 8
3534?3134:3531534345153434348584
c'i2l2§l2|2§|2l2;1212:1312121212]2
3 6 35235 83 5:38 56886 3 . .
D.j 2 1231 21 2:7 21 g i simile
For the second half of bar 17, the first half of bar 18, and for all descending chromatic scales in minor

thirds.

Ataasé.zcaaészaai;
+ B £ NN 1 ATA s
T TR e

B QN S EEE YA E A A
5 F & 8:4 8§ B 48 4 4815

C. 21 8.8i1 3 52581 3 1is

D. Y34 3i5434:i343 5:4
SR NN e 8

.4 356 413 4 8 5:4 34 5:4
L R i A [ s e e e B

p. 5 3 5 B:5 4 5 4:83 6 3 5:4
T Al S W U B ERC T T O T S

G. Y35 4:5 45 4:i3 43 5:4
L R i, o o P Tt L, N 5 5

§x. + 3 5 4:5 4 3 5 :4 b 4 b:4
i P GG N Loy T W B e S s i

The above may be used as models to practise the fingering of the other passages of this Study for which
those given in the text are not convenient. We recommend great care in selecting a fingering out of the different
combinations we have suggested ; the student should indeed keep in mind that using a more difficult fingering
usually ensures greater firmness of execution.

Therefore we wish to insist on the necessity of studying most thoroughly the different fingerings given
above, not only for the purpose of practising this particular composition, but also with a view to developing
technique in general. =

As a complementary and indispensable exercise, we advise the application of these fingerings to all
diatonic scales in minor and major thirds, to all chromatic scales in major thirds, to the trills in major and
minor thirds, throughout on every degree of the scale.

In the same manner as for the passages previously examined, the student should carefully note the
various combinations of fingerings used in the above exercises and he should practise them in all tempos
and dynamics, alternately legato, non-legato and staccato — and then, adopt the fingering most suitable
for each passage.

This elementary practice being completed, there remains to perfect the execution according to the
requirements of interpretation, and to connect the different fragments of the Study.

The legato « effect » of the figure in double notes usually depends, not so much on the actual and strict
binding of the two parts, but on the evenness of tone of one of them. .
The fingering given in the text permits the actual binding of all the successive progressions; it is still

preferable to slightly emphasize the tone of the upper part.

The neatness of the melodic outline will be increased and a better legato obtained by playing the lower
part lightly, as the lower fingers will thus not remain in continuous contact with the keys.
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The two parts require therefore to be practised separately, paying full attention to the use of the suitable
fingering.

Here, we refer the student to our analysis of Study No 2 (Op. 10) of which the first part offers the appro-
priate model for the preliminary practice of the upper part of this Study.

The formula hereunder consists in connecting each note to the next by a kind of trill of which the beats
are grouped in such manner that the accent is given by each finger alternately ; this formula should be applied
to the whole Study.

»
A _—— | PO 8 W i S
e e T oo NEES Ce G e

elc.

Then, practise the upper part of the chromatic scales as it is written in the text with the following rhythms,
and playing carefully legato throughout :

3> >
. .. .
Ly O ST erCLore COrIf BREPr poar

The execution of the lower part of the passages in thirds is rendered particularly difficult from the fact
that it is played almost exclusively by the thumb and 2nd finger which, continually cross over each other,
“and also the action of the upper fingers and the natural structure of the hand, all of which throw the thumb
“and 2nd finger on to the left edge of the keys, an extremely unfavourable position for playing rapid pro-
gressions, especially in ascending passages.
- In order to master this difficulty, it is necessary first of all to ensure the mobility of the thumb and 2nd
finger, by practising the following exercises :

held note to be continued chromatically

A_p

2 2Lcu be mntinuc c-hmmati{-.ally
Next, without the held note, according to the models given above for the practice of the upper part, thus :

To be played also in A sharp with the same fingering, beginning with the thumb.

Further, practise diatonic scales in every key, using exclusively the thumb and 2nd finger, playing
them either legato or staccato, gradually quickening the tempo up to presto.

Then practise the lower part of the right hand with the fingering adopted, employing the same rhythms
as those mentioned for the upper part.

Before practising the chromatic scales with the fingering given in the text — which in our opinion is the

most suitable to ensure quick, light and legato playing — we should advise the student to practise the
movement of the 2nd finger which should slide from one black key to the following white one.

Then with a held note :

Having thus practised separately the two parts played by the right hand, and having achieved perfect
execution of each, practise the passages as they are written in the text, in fragments of six or eight bass,
employing the following variants :
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And further, with the following rhythms : el g Lir Ie_geer! L@l

Practise also playing the upper part legato and the lower one staccato, and vice-versa.

In order to ensure quick and light execution of the thirds, the fingers must be absolutely dissociated
from the weight of the hand and they must not serve to support the latter as it shifts along the keyboard.
It is the wrist and forearm which should hold up the hand slightly above the keys and conduct it with decision
and accuracy. The fingers, by falling naturally into position on the keys, and by being raised as slightly as
possible, will acquire the necessary mobility and independence of action.

To increase the tone, the weight of the fingers should be increased by slightly lowering the hand.

There is no doubt that from a purely musical point of view this Study does not rank among the most
peerless of Chopin’s compositions ; however, virtuosity by lending it the required ease and delicacy, confers
upon it a certain birdlike, rapid and fascinating character. Here, once more, it is the old formula of the
harpsichordists which Chopin revived and frequently used — namely, perfection of playing — which engenders
the musical spell and poetical atmosphere of this composition.

The design and rhythm of the left hand should be discreetly brought out.

The delicate accent given by the thumb and 2nd finger which outlines the melodic curve of the 5th and
6th bars, and others similar, should be practised as follows :

3

ete.

W ey W o - *Tm, *

The technique applied to the Study in general is not quite suitable to bars 27-28-29-30-31-32-33 and 34
which should first of all be practised thus :

2 8 aH 4 5 2 2 5 5 . 2 5 5 5
Erzeaisds EaE3f:8: Fifie 2,
02!’2’ 2 52 -0 4 58 o
h Fi’!”.’- ?EFQF " .
— e == Dy

Practise the left hand in the same manner

ALFRED CORTOT
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STUDY N° 6
(Op. 25)

Allegro(4 - 69)

R ——— s # s Y TS LY TS EE YPIFITIrITIFITLIS
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[*} The first editions have no h in front of the ,, a " : we believe this is most likely due to an omission.
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(*) Same remark as on P.
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{*) We advise for this chromatic downward progression, a slight vibrato of the sustaining pedal.
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STUDY N°.7
(Op. 25)

It has become so usual to call this Study by the name of « Study for the Left Hand », that this has
gradually altered the expressional significance of the composition and perverted its educational value to
such an extent that, in our opinion, the somewhat traditional interpretation deriving from this habit calls :
for being counteracted.

Consequently, we should like to warn the performer against any summary conception which might
lead him to only emphasize the figure of the bass — either by playing with too much feeling, or exaggerated
volume of sound — while confining the right hand part to be but a discreet accompaniment.

On the contrary, the poetical conception and the real technical interest afforded by this Study rest
on a proper distribution of the tone-value of the two parts, and on the exact quality of touch required for
binding — though not blending — the notes together while retaining to each its expressive individuality.

A truly musical interpretation of this admirable piece demands that, above the poignant lament of the
bass, fraught with passion and regret, devoured — it would seem — by a dramatic and unconsolable love,

should soar aloft, far away but penetrating and perfectly distinct, the wounded treble, sad and tender of
the right hand.

In order to render the expressive meaning of the composition, upon which we have just enlarged, it
will be of course necessary to practise each hand first of all separately, so that both should acquire the excel-
lence and homogeneous quality of tone required.

First, for the left hand, to increase and ensure an equal expressive power for each finger, practise the
following exercises using the weight of the hand :

to be continued with the same fingering
5453525 14342323121 _ 3

= :
S j'} to be transposed on all the degrees of the
{p-:_—_f_—.:.jp-::?:-p-::fz-p chromatic scale

same fingerings

E A -0 s 3

7 b s

Practise the above arpeggio figures on all the degrees of the chromatic scale, in a slow tempo and strictly
legato. -
Next, diatonic and chromatic scales in all keys, using the following finger-successions :

Slow and legato
R %
2.1 4 5 12

3 2 4 3
2 1 3 2

TR

T

oo |

i & 4
5 4 3
efc.

L 2 2 M- 5 1

w3 G2 = |0
L El U 2 B
L Bl G U S

Blal=|e
D

playing g) to f , and f to p throughout, taking great care that gradin% of tone should be obtained
strictly by greater or lesser weight of the hand — only the finger transmitting the latter to the key, and the
wrist remaining flexible whatever the grade.

The fingers should be raised with more precision only when playing demisemiquaver or grace-note

figures which should be practised with the following rhythms : “F~ =¥
) ; S el B e geerlegr

(1) We insist here on the high technical value of practising dynamics in slow tempo, as this ensures muscular development
of the fingers.
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~ Further, practice the whole left hand part, in long fragments, endeavouring that the declamation should
be as natural and pathetic as if the notes themselves were passionate utterances. Exception being made,
however, for bars 28 to 36, in which the left hand should softly glide over the keys, letting only the right
‘hand call forth the melancholy sweetness of the past.

- Asregards the right hand, the necessity of separating the upper voice from the accompanying harmonies,
will demand preparatory work, slightly similar to that we recommended for Study Ne 3 (Op. 10).

First, practise the upper melodic line giving full attention to its very expressive punctuation.
Then, adding the accompaniment, practise as follows :

Further, combine the two hands, giving full attention to the evenness of tone mentioned at the beginning
~of the present analysis, of which the general scheme may be suggested as follows :

Upper melodic line : mp penetrating
Accompaniment : pp buf well-sustained
Lower melodic line : mf eloquent

 Keep the fingers of the right hand which are playing the accompanying part in contact with the keys
throughout, in order to prevent any abrupt attack.

By practising in this manner, it will be possible on double escapement keyboards to emit the sound
with utmost softness by not letting the keys come back to their original position.

- The rare pedal-marks indicated by Chopin are obviously unsufficient for an expressive rendering of
this Study. We advise using the pedal almost constantly; it should, however, be changed frequently —
though unobtrusively — so as to prevent any stagnation of sound in the lower register of the piano; and
on the condition also that this practically permanent use of the pedal should not, because of the necessity
of linking up all the notes of the melody, disregard the dues of harmonic correspondancy.

ALFRED CORTOT
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STUDY N° 7

(Op. 25)

M.S. Original = 260 Edit. Schlessinger=d=66
pp4 5| - 4 q
2

[#1

Lento (4 - 66)
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D) (quasi recitativo)
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Poco rit.
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STUDY N° 8
(Op. 25)

The right hand part of this Study consisting in an uninterrupted succession of sixths imposes such a
continuous wide-stretch upon the fingers that it would appear that the fingering adopted to play this part
should meet the requirements of physical convenience more than those of interpretation. It is possible, however,
to satisfy both considerations by allowing the same upper finger, or lower finger, or both simultaneously, to
slide from one key to the next, this gliding-movement helps to ease the wide intervals and is, at the same
time, perfectly in keeping with the delicate atmosphere particular to this composition.

Here, we wish to point out that this manner of playing though perfectly appropriate for rendering the
individual character of this piece, must not be taken as a model to be applied for playing sixths in general.

We therefore advise, as we did for the practice of sixths and thirds, to practise most thoroughly — parallel
with the special practice we suggest further on — a detailed study of scales and arpeggios diatonic and chro-
matic in major and minor sixths, in every key, in every tempo, playing alternately staccato and legato, p
and f . This will enable the student to select and adopt the most suitable fingering for a perfect rendering
of these various modes of execution.

As regards this present Study, we give hereunder, a few examples of right-hand fingerings relating to
certain bars for which those given in the text offer too great a difficulty.

it 1 ]
S N § e S SN TN
T — 0 WV F

1

Te 04§ 408 4 HITEL I ret 4 § 4154 300 8 118 48
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5—5—b:4 5 A:5 3 4 i5 4 5 IS 3 5i4 5 4315 4 b
B. 27 211 2 1+1—=1—1:i2 1—1 B i3 Y 23y 2 1i2 1 2
C. 4 5 ¥i3 4 3:4 3 4:5 3 4
v == ==l 1—1—1 12 1—1
N 5 3 4
D. j—j—g: B e
Esassdnisaaisas
DO G S e s by Rt b R e
Bar 13 (2nd half)
p—— | o
B ——
v 3 5—5 :4 5
Yoxt .3 3-3:¢ 3 &
3 4—4 :5—5 3
Ao Jof—t 12 1—1
8 &4 514 § ¥
B. j-j1—1:i2 1—1
4 5 4:5 A 3
C. § 2 5i2 1—1
A 5 4
s 5 TR n
4 5 4:5—5 4
R T8 =4 % 4




: : 3
- - : 1
: ;: H 3
: : : 1
:3 U SRR e g Sy 3
B. S e R Tl ol T B
a :5 4 B4 5 4:5 4 B i
C. Wioisg W gre -8 81 % P4
: - t3 & 4 3
D. » » N8 A—3
Bars 32 and 33 S
i 41
1
I ' L - : =
e B & & '#—H——J—-«-—
H'ﬁ‘h e eRe vRY "
y B5H W LS—=F &iB X Bid B—K & _.
Text : 7 2 Jig 1 252 1 2i1 3—3 ] simile
+4- ‘B K: 4—4 5 1 4
TR S R R e T e
5 4 5—5 4 5 :4 B—5 : 4
B. i 2 1 2:%-1 914 $—9 i3 ¥
P 8 LG 4 518 & K 14
C. R R B G I T
ih—b5 4:5 4 B:i4 B—5 : A _
D. N L A e s s f
i5—5 & :5 & b4 5—5 &
E. B P f—teifet Bl B i1 . P
Th & B:i3 A 5:4 K B &
K. P iz 1 2i1—1 2i1 2 1—=1 )
S 4 8% & B4 B A4 B
G. D12 g—p-iq—f 2:i1 2 fj—i-{ o
<5 % KI5 4 54 B 3 A X
H. S ¢ e B o T e e T :
5—5 4:5 4 H:i4 5—5 : 4
L. » 2 4 2i1—1 2i1 2 1—-1 "
7. 4 5 3:a B X:5 4 558 & 5 8 »
S T O T S TR B e T Y (o o
B 4 §:4—4 5:3 4 5:4 5 & =5
Boas g gii—1 2c9—9 &£i% 2 4 33 %
N T Y I S R T
L j—f—gij—g—fy—y—12f——f —g

The fingering we suggest for the chromatic scale of Bars 30 and 31 is particularly appropriate for playing

legato and « piano ».

n
p

We draw the performer’s attention to Bar 34 : the fingering is modified here on account of the crescendo.

Having adopted the most suitable fingering for these above mentioned passages, the student should
ow turn his attention to practising the right hand part throughout the Study, according to the explanations
reviously given for the practice of thirds.

1o Practise each part separately, with modifications in rhythm, dynamics and touch, employing also

as a variant the trill previously suggested for Study No 6.

S

20 Special practice of the gliding movement whose importance is greater here owing to the fact that a
reater number of fingers are involved. (1)

By semi-tones, thus :

Employing the five fingers, one after the other.
By wholes tones :

: o, o e

Again employing the five fingers.

Further, employing trills :
545

=

A.

TE_ 407 B TEN 31T S TEN e ymm—
;M 2 g

to be continued chromatically

(1) Considering the great facililies afforded by modern keyboards, we advise using as often as possible throughout

this Study, the sliding of one or both fingers, as this movement is the best to obtain the perfect legato, half-murmuring
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Next, for the gliding movement of upper and lower fingers simultaneously, thus :
By semi-tones :

employing successively the following combinations of fingerings :?:? H"? | ‘;"_‘3 | :{::’; |, and for the
exercise by semi-tones, only : 573 |.

30 Combine the two parts of the right hand, and practise by fragments of three or four bars with the
following variants :

Next, with the rhythms given previously for practising the thirds.

The almost constant disjunct motion of the double notes played by the left hand will require to be
specially prepared, as regards the thumb.

First of all, practise in every key using only the thumb, the following arpeggio-formulae :

Next, with held notes :

e T e gwea—
e J 1) g J s )
SETE ST T2 ] ete.

40r 5

to be continued chromatically

Having acquired, thanks to the foregoing exercises, lightness and independence of the thumb, the
student should practise the lower part of the sixths played by the left hand, carefully employing the proper

fingering. J\N

Ex% i __{j.:rr(‘.

= § 4

Seeing that the legato and slightly predominant tone of this lower part will be the principal factor to
ensure the ultimate perfection required of the left hand, the student should combine the two parts only when
he has completely mastered the difficulties presented by the lower part in this elementary form.

Next, practise the following preparatory exercise :

to be continued chromatically in every key
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Further, applying to the whole passage in arpeggios played by the left hand, the following variants :

2 e/,

:F" . i1 ele,

%
>

Practise also the left hand part throughout as it is written in the text, with the rhythms :

eriegrierr!

Then, combining the two hands, practise in short fragments employing for each hand a different variant,
selected from those given above.

This manner of practising will yield the best technical results for simultaneous attack of the fingers
in both hands, an essential asset towards the proper execution of this Study.

It remains now to draw the performer’s attention to the importance of the wrist when playing sixths-
legato. Indeed, its utmost flexibility and the complete relaxation of its muscles — as well as the slight « drawer »
motion it imparts to the hand — are the only means by which the actual binding of the black keys to the
white ones, or vice-versa can be obtained. Moreover, this flexibility of the wrist will enable the « fictitious »
legato which we mentioned when analysing the Study in thirds, by allowing the fingers the greatest: possible
independence of tone. '

Therefore we wish to insist that it is imperative to avoid all stiffening or contraction of the wrist or of
the forearm, both while practising and performing this Study.

We recommend using both pedals simultaneously, this being perfectly appropriate to the whispering
character of the composition.

Transpose the whole Study into D major.
ALFRED CORTOT
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STUDY N- 8
(Op. 25)
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mezsa voce

(*) We advise using of the pedal in the same manner for the six following bars,
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(*) Slightly emphasize the bass note of the octave so as to ensure its vibration during the two following bars.
(**) An impression of dryness would arise from not using the pedal here : we consequently recommend lowering and releasing it with

regular beats as indicated for bar 13 and following.
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STUDY N™ 9

(Op. 25)

To be intelligently rendered, this Study demands a refined, humorous, somewhat carefree performance ;
the tone-quality should remain precise and light even in the passages played ff, and a michievous rhythmical
accent should mark the transition from the finger-legato to the wrist-staccato.

Therefore we find it more appropriate to consider this composition as a study for the perfecting of
touch applied to octave-playing, rather than a study for octave-playing proper.

We have consequently suggested preliminary exercises with this in view ; and, though they may appear
to have but a remote connection with the object of this Study, they are actually very close to its true technical
difficulties.

First of all, in order to render the legato passages, ensure an even action of the fingers of the right hand
which play these passages.

f} 43434 .00 play on chromatically v 2 T 4 L play on chromatically
=, Let the hand drop lightly on each group without accenting.
Play the same exercise over again, adding the thumb, w"matm“y

1 ete,

P G
Next, practise binding the first quaver of each triplet to the second, thus :

l\—ri'] 1 T i

FIE Ry .
In both above exercises, be careful to "avoid all heaviness ; the fingers which are not playing should
remain slightly curved.

Same practice for tl}g_upper part, introducing the inner note as a held note :
ety PE

43

- 5
¥ 1 T

Next, practice the octave-staccato :

pphes ’.:f: kpggggg g pohs g . _pappies e

d L I i L y = 1 i |
Then, the transition from the legato to the staccato.
Preliminary exercise :

elr,

play on chromatically
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Variants of the Study : s e et e

e *

Having practised the foregoing exercises which should be played alternately fand p - so that the difference
of touch between the legato (the fingers playing the active, the hand the passive part) and the staccato (the
wrist being here active and the fingers passive) - the preparatory work of this composition should be completed
by frequently repeating the whole part played by the right hand as it is written, paying full attention to the
dynamics in the text and each time quickening the tempo up to vivace.

In this manner, the student will acquire the necessary endurance to give the crescendo the intensity it
requires and to ensure a perfect evenness of tone which — we repeat — must remain light and transparent
when in the ff.

The accents on the quavers should be moderate and exactly in proportion to the general nuance : be
careful they do not impart any heaviness Lo the thumb.

We recommend practising the left hand in the same manner as suggested for Study N° 4 (Op. 25), em-
ploying also the following variants : ;g 2d » 24

Great care should be taken, while performing, to keep a steady balance between the right hand and
the left.

An excellent exercise for acquiring independence of tone for the fingers of the right hand consists in
slightly emphasizing alternately the upper part, then the lower part of the octaves. A moderate use of these
different timbres may prove further to be a useful element for interpretation.

Once the Study is perfectly known, we recommend to modify it by employing for both hands the follo-
ving variants in detached octaves which are a sort of « perpetuum mobile ». :

In the left hand, play two octaves lower, practising with the dynamics of the text.

This light and rapid manner of octave-playing can only be achieved without strain by reducing to a
minimum the movements required for each attack.

Consequently, avoid holding the hand too far back from the keyboard ; also, be careful while practising
the above variants in slow tempo, not to exaggerate the backward motion of the hand by throwing it back
towards the wrist after each octave; the tips of the fingers which are playing the octaves should, on the
contrary, remain almost continuously in contact with the surface of the keys without ever altering their
stretch.

An even and perfect playing will be obtained by a sort of vibration — almost imperceptible — of the
hand, a series of very short and strictly identical movements, whatever the dynamics.

To tacilitate the quick and continuous rebound of the right hand regularly coming back to its starting
point, keep the fingers rather stiff in opposition to the extreme flexibility of the wrist.

The forearm should be rather firm, the upper arm to the shoulder as relaxed as possible : both are passive
here and should only serve to support the hand above the keyboard. In order to increase the tone, it will
be sufficient to contract a little more firmly the fingers which are playing the octaves, of course without
stiffening the wrist.

As a preliminary exercise for the rebound-movement, we recommend practising the following formulae,
attacking very close to the keys : 3

For both hands : —§ : -

LN
LY
L]
o
[
L1

e .pl-aiz on (':hror-n;\ti('ally
We recommend to transpose this Study into F major.
ALFRED CORTOT
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STUDY N° 9

(Op. 25)

Allegro vivace (4 :112)
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(*) This ,, D " may be held for the next three bars.
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STUDY N° 10
(Op. 25)

The preliminary work for this Study will be devoted firstly to the wrist-movements which govern Lhe
playing of legato octaves, secondly to the independence of the fingers.

The flexibility of the wrist-movements required by octave-playing is so obvious that we think it necdless
to stress the point. But we do need to explain how the mechanism of these movements, which offer practically
no difficulty in the case of detached octaves, hecome quite a different and more complicated problem when
inger-action is added to octave-playing : indeed, finger-action which does not exist — so to speak — in the
first case, here becomes most important.

In our opinion, the wrist-movements required for a perfect legato playing of octaves may be divided
into three categories.

1° Suspension-movements, i.e. alternate raising and lowering of the wrist, the fingers which are playing
the octaves remaining on the keys.

20 Backward and forward-movements, from the black keys to the white ones — and vice-versa.
3¢ Lateral shifting-movements, up or down the keyboard.

Properly speaking, the movements of the first category are not strictly indispensable to legato octave-
playing. Nevertheless, there is no performer — possessing a high-class technique — who does not employ
them — even though unawares. We shall therefore endeavour to explain their usefulness and how and when
they may be applied.

When analysing Study N° 3 (Op. 10), we had the occasion to observe that in certain cases, in playing a
progression of notes, one could replace the actual legato by a sort of fictitious legato obtained thanks to a
perfect uniformity of tone.

The use of this type of legato is exactly suited to the thumb-part of the octaves in this Study, however,
for the illusion to be complete, it is necessary to balance the tone of the thumb with that of the finger-part
of the octaves which can be fingered — and consequently played with real legato.

This can be achieved by slightly emphasizing the tone of the fingered part, whatever the dynamics —
but especially when playing p and, at the same time, by making a less forcible attack with the thumb.

However, this kind of exercise demands of the performer a muscular strain contrary to his natural

aptitudes, as indeed it requires a greater expenditure of strength of the weaker fingers, in spite of the thumb
being pre-eminently the stronger.

And this leads us back to the suspension movements previously mentioned, which, by allowing the
performer to distribute the weight of his hand at will between the different fingers, gives him the possibility
to counteract their unequal force, to increase the strength of the 3rd, 4th and 5th fingers, to lighten the

thumb by keeping up its mobility and flexibility, to link up — so to speak — in one easy supple motion
muscular efforts which are in opposition.

First of all, in order to get accustomed to these movements, practise them on one held octave, counting
one when lowering the wrist, and fwo when raising it :

held note £ H z

E’.,‘L'ﬁ 1% .‘- '..- -..l ..'.' ..:. '°. ete.

v o

-v_. Y. l'v'.
1 1 |

Repeat the movements gradually quicker and quicker, but pay attention they do not decrease in size.

Next, practise holding one note of the octave and letting the repetition of the other note coincide with
the lowering movement.

A AL A
v 'y ' 5
A = 2 ' 1
v it i:&i:‘?:l‘ﬂ::dfﬂﬁc_
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Further, practise the octave-legato :

LR

= A AR AR ANisigasagasagasig

Same practice for the two hands separately with three, four, five-note combinations up to chromatic
and diatonic scales in every key.

Next, the same formulae, but with repeat of the thumb for both hands, in order to develop its mobility.

Example on five notes :

FEpepT: '

Be careful that the attack made with the thumb should always coincide with the lowering movement
of the wrist. For the left hand, inverse the fingerings. Practise this exercise pp, mf and f.

More strength will be obtained, not only by bringing more weight to bear on the wrist and forearm,
but also by gradually increasing the muscular firmness of the fingers playing the octaves.

When, thanks to these exercises, the student has acquired a flexibility of the wrist sufficient to allow
of playing a two-oclave scale, in rather quick tempo, ten times over without strain or heaviness, he will turn
his attention to the movements of the second category.

The latter are the « drawer » movements, mentioned in Study Ne 8 (Op. 25). They will facilitate the
displacement of the hand while shifting from the white keys to the black, and vice-versa. In this latter case,
they will ease the sliding of the thumb and thus ensure an almost perfect legato of the two parts.

We recommend practising the to-and-fro movements, first of all by dividing the outward movement
towards the back of the keyboard — and the inner movement of the wrist returning to its initial position,
by a series of slight displacements of the fingers on the same key, thus :

DR DO O®® ® e
The following example : £ f :%;':

A

corresponds on the keyboard to the following finger-positions :

4 15) l 26
3]16) 006
m@ @ @ |ete. ®@ |@ @ |ete.
® &0 ® |®0

Thumb 5th and 4th finger
.

okt
H
i o

play on
efe. :
— chromatically

Draw the finger forwards or backwards by a very slight — but precise — movements of the wrist, the
hand remaining supple. Practise in the same manner, the disjunct intervals between black and white keys
up to the augmented fourth inclusively, gradually quickening the tempo. Go over the same exercises again,
using but two displacements on the same key instead of four; next, one move only from the white key to
the black — and vice-versa. As the number of displacements are diminished, gradually merge the successive
relaxations of the wrist into one single and smoothly-curved movement.

The best formulae to use for practising the to-and-fro movements, independently of the chromatic scale,
are trills and shakes with irregular beats.

(1) The figures show the successive finger-positions on Lhe keys,
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To complete the foregoing remarks, we advise practising as well the chrcmatic fingering hereunder,
sliding the fingers in both parts of the octave.

r.h.

Same exercise for the left hand, but with fingering inversed, sliding on the same degrees.

We leave it to the performer to apply this fingering to the text of the Study, or not —in the case when
the fingering we suggest is ill-suited to his own physical aptitudes. In fact, we must say that indeed this
fingering — which proves excellent for ensuring a quick legato of octaves — is nevertheless better suited
(like most sliding fingerings) when playing p than

We come now to the third category of wrist-movements, those which conduct the hand up or down
the keyboard, which impart more or less swiftness of playing and allow the fingers to be used with the
greatest independence for legato playing of the octaves and expressiveness of the phrase.

In order to acquire rapidly, though perhaps not quite fundamentally, the particular mechanism of this
wrist-movement, we recommend to practise first of all, glissando scales, in a moderate tempo, employing
each finger successively, then, with a lateral movement of the same pace, to play legato octaves on the same
length of the keyboard :

Next, practise in the same manner, descending scales; then, endeavouring to combine ascending and
descending progressions by means of the following exercises, which should be transposed into every key :

r.h. and L.h.

" continually adding a note to bolh
= s s e

£ : e
T_f_lr _ xr = r = j— " ascending and descending figures,

The impulse given by the wrist at the moment of passing from the ascending to the descending progression,
or vice-versa, should come from a supple movement ; however, it should be perfectly neat and unhesitating,
to acquire which, practising shakes on wide intervals will prove a useful exercise.

play on up to the octave
ete :
and transpose into every key

During this exercise, the fingers naturally remain in contact with the keyboard. They should — so to
speak — only graze the keys, even while playing wide intervals.

The different manners of increasing the flexibility of the wrist having been duly analysed, for the student
who wishes to attain perfection in his playing, now remain to be examined the difficulties relating to the
action of the fingers, their mobility and independence.

One of these difficulties, the greatest, in our opinion, consists in the fact that for the needs of legato-
playing, the 3rd, 4th and 5th fingers — which play the upper part of the octaves in the right hand, and the
lower in the left — constantly cross over each other.

For the appropriate exercises, we refer the student to those suggested for Study N°¢ 2 (Op. 10), which
here should be extended to diatonic scale and to arpeggios in all keys.

E.r. : 1 1 | t :E t — 5‘- :
‘
B 4§ & 3ot same fingerings for bolh hands
4 3 4 3 & ele
32 68 3 5 3 5 ele,
3 4 5 3 4 ele.
3 4 3 5 3 4 3 5 el

While practising the above exercises, avoid any motion of the hand; the wrist should however retain
an absolute flexibility, and strict legato be observed.

Next, go on to practising the thumb-part. First of all, play with a held note, like a trill, thus :

A _4ors
Eﬂ.‘. = 1 n efc.

1 1 18t
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IFurther, as follows :
0

oY
-
I sema —

And, finally, using disjunct intervals :

ﬂ L
- her .
X oL — ete. play on chromatically
similar formula
—a

1 1

ete. and so on chromatically on every
degree of the scale

For the left hand, these same exercises will of course be played inversely. We recommend practising
with a held note as this restrains the hand from interfering with the action of the thumb, thus developing
the independence and mobility of the latter. The student should endeavour, by progressively quickening
the tempo, to attain a great velocity, but without impairing the evenness of tone which should remain unal-
tered throughout : indeed, even play of the thumb is an essential asset to the legato-playing of octaves.

The practice of finger-movements will be profitably completed by practising in both hands separately
the upper and lower part of the octaves as written in Chopin’s text, paying full attention to the fingerings.

Upper part r.h.

or lower part [.h. or thumb in both hands
TR R IR T T L (e ] ) e B 1

It will be found that these various technical details will ultimately merge so naturally when practising
this piece as a whole that the student will be fully repaid for the pains taken to analyse them thoroughly.

Begin the practice of the whole Study by playing the first part in fragments of six or eight bars; hoth
hands separately, wihout the lower held note, according to the following variants :

L 38

ko

=
SESESECSCS U = == =

When practising variant D, it will prove impossible to hold the quavers, on account of the considerable
wide stretches; they should be replaced by semiquavers followed by semiquaver rests.

Practise also with the following rhythms :

Ot o o ot el geeeer e efre Erigler ofer I goorr Iggger o !
In order that the wrist and forearm may retain absolute flexibility, we recommend to play the passage
under notice, now and again with equal values, broadly detaching each note.

For combining the octaves and inner held notes, we suggest practising exercises according to the following

models : : A
| (443

to be Lransposed
into all keys

4l

R e erpe—
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The vehemence and the stormy outbreak of the 28 opening bars and of the latter part of the Study
should, in the intermezzo, give way to an expressive, almost confidential, tone and feeling. Here, the wrist
will no more play the active part which a swifter execution imposes on it, but by its flexibility and by trans-
fering with delicate precision the weight of the forearm to the fingers, it will aid the latter to trace unfalte-
ringly the melodic outline. Be careful to keep the fingers very close to the keys, the upper fingers slightly
trailing on the keys and the thumb gliding up or down the keyboard. Give full attention to make the necessary
expressive accent on the inner notes.

For legato-playing of octaves on distant keys in slow tempo, use so-called « subtitution » fingering.

a 2 ?
o P
Ex% must be played thus :  go—F—a—
- [
ba N
or: % must be played thus :

dTherefore. we advise to practise on every degree of chromatic scale, exercises similar to the following
model : :

o B 5 2 5 5 1 5
r.h.ss 486 4% salb s34 g3 F 53 ) 5 S S P
= B, e, P, = Prdy Phedy Plidy [Thdy M Wik
e e i e e s S e e B B - ek o — - T —
W i e B E— B __-.———u::=u.‘n:= s Pe— el
T T T T T Ty T el T T N T N TN TN T
ey WS g SRS SRR L el A o L £ 1 23 3

For the left hand, reverse the fingerings.

We do not consider it possible to give any definite directions as to the use of the pedal for this Study,
as it is too closely dependent on the quality of the instrument used and the manner of interpreting. As a
general rule, the sustaining pedal does not require changing as often in the upper register of the piano as in
the lower one.

Before closing this lesson, we recommend that utmost attention should be paid to ensuring a strictly
simultaneous attack of the two notes of each octave, as the least carelessness in this respect might entail
spoiling completely the quality of the final execution.

ALFRED CORTOT
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STUDY N° 10

Allegro con fuoco (d -
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(") We have selected for this Study the fingering which ensures the best octave-legato. H)owever, on account of the constant use of the
3rd finger, a certain number of students may find it unsuitable because of their hand not being as yet fully developed. In this case,
another fingering should be adopted with due consideration both to the requirements of the legato and the natural aptitudes of the

performer.
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STUDY N 11
(Op. 25)

The technical formula which serves as frame to this Study proves that the composer wished the student
to work out one particular difficulty demanding a special kind of practice which would develop both strength
and agility of the fingers.

But Chopin’s genius widened — maybe unawares — the limited scope of a Study written for perfecting
mechanical assets to the infinite horizon of a work of art; indeed, he transforms the figure played by the
right hand into an overwhelming and tempestuous flood of sound severely kept under control by the unre-
lenting rhythm of the bass. Such a stormy and splendid vitality run through these pages that the performer
is not only faced with a technical problem, but is compelled to translate a musical poem as well.

And here we may notice that, by a sort of reaction, it is in striving to render the breath-taking force
of this Study, rather than by merely trying to achieve its perfect technical execution, that we shall appreciate
its essential value for the furthering of pianistic progress.

Thus, by endeavouring to find the proper colouring for the figure in semiquavers — which should at
times give the impression of the uproar and crash of the storm, and at other times, the mysterious ominous
sound of water roaring in the dark — the fingers will acquire a maximum of independence of action and
intensity of tone.

In the effort to outline distinctly these various waves of sound, the weaker and the stronger fingers —
constantly opposed — will obtain evenness and blend their action into a legato from which the student may
derive profitable teaching.

And finally, by being compelled to bring out the vehement and fiery character of this work, the performer
will learn how to control his effort, how to eliminate all failings or blemishes, how to conquer strain, and
will render this composition with bravura and authotity — all of which he might not have achieved if he
had merely worked out the technical difficulties of Lhe piece.

Therefore, the preliminary exercises we suggest are not only meant to overcome the difficulties pertaining
to the outline of the figure, but they are such as will help to ensure the necessary control of the dynamic
fluctuations.

First of all, for the fingers to acquire equal strength and get accustomed to play extensions perfectly
legato, we recommend the following exercisecs :

re—— e e o SO S G W (T

e T T — eyt S

g g I [ T i i i ey
Lt T W ¥ R S Y A f S el | R0 W 1 G e | SN S
AR e : e —

5 4 5

f] ¥ .
| — — T W 35 S
| e—— -

Practise with the following rhythms, as strictly legato as the structure of the hand will permit :

S
CLl 1L L r 10 Lol
Use also these fingerings : 5241 - 5341 - 5231 - 4231, Gradually quickening the tempo, and applying
throughout the above exercises and the next, the following dynamics = < or =——— constantly varving
their starting and finishing points, so that shorter or longer passages should be played successively with
different dynamics.

Practise in the same manner the following formulae :

5
Lk :
Then : ; 3 2 %err.
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Next, in order to prepare the bars in which the thumb passes under in disjunct positions :

Other fingerings : 3131 - 5151, with the same rhythms and dynamics as above.
Other formulae for the passing under of the thumb :

Practise all the foregoing exercises in two different manners : either exaggerating the swaying of the
hand entailed by the finger-progression — or, on the contrary, endeavouring to keep the hand almost comple-
tely motionless, the wrist, however, remaining quite flexible throughout both exercises.

Then, begin practising the Study itself by playing it in fragments of eight or ten bars according to the

outline of the figure, employing the following variants :
b 3 5 35 3

4 3 4 3 4 3
MF Mmmf
et

N e — :

e 2 * 2 2

c.
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Practise the upper and the lower part of the figure separately.

B 8 4 B ¥ T ]
$$**¢¢£g?%?§§*zem

e

Employing the following rhythms : E E E r | M | Laq w-]

Keep the hand completely motionless during the latter exercises : strength should come from the fingers
only.

Next, practise the figure as it is written, but with the following rhythms :

cor s\ OFr GEC Crtp chrigaarr |

and with dynamics throughout. We repeat that this is the true manner to obtain an even mechanism for
this Study. Transpose a semitone higher.

We do not advise raising the fingers in any forcible way, as this would impair the quality of the legato
and slacken the run of the figure. Great care should be taken to leave the fingers in contact with the keys
as long as possible.

The rhythmical outline of the figure calls for each sextolet to being mentally divided not into two groups
of three, but into three goups of two, thus : m and not : c E EG; g ®» However, accenting alter-
nately with these two rhythms will prove a most satisfactory exercise for developing strength of the fingers,
as well as for ensuring the complete independence of the two hands.

We recommend to carefully note the fingerings of the theme played by the left hand ; they are suggested
with a view to attain a performance as broad and moving as possible.

The semiquaver-figures in the left hand should be practised according to the models suggested for the
right hand. All the figures written for the right hand should be practised by the left hand one octave lower.

We wish to insist again that the student should neglect none of the opportunities afforded by this
Study which is so fertile in technical elements, and that he'should analyse the latter most thoroughly in order
to derive therefrom all didactic benefits possible.

The use of the pedal sensibly applied will help to give this Study the varied and emotional colouring
required ; but the student should add it only when he feels that he can render the whole range of dynamics
necessary to the perfect rendering of this composition by the sole use of his fingers.

A few of Chopin’s editors recommend using the following fingering : 5241 for the right hand figure
throughout. We should advise using this uniform succession only as a useful exercise, but not for final execution

ALFRED CORTOT
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STUDY N° 11l

(Op. 25)

N1 I

Lento

Pp

L W

5
-

.

1

=2z

ob

SR
L

4 min.

s L 1A

5

4

=

=69)
5]
L ®2

4
1

=

3 B
212!’

LA

2B

Allegro con brio (M.S. 0riginal:J

[
ha

2l B

s

¢ J risoluto

L \R W

|

&

52 31

524142 814251

dint.

3
el 3

wul

GLITE

1

(3)
x

b

y )
- 3
¢

1y

L
|




77

- \\ W% o ._.lv w
- 2
b / it -] ”@:W L4
e =
b & . g |+ e
- / e ”_w.” 4§ o
o o = 1 -
o -
-
- @] 2 ‘ll
" ;,4h3 0 i _..Fa n.m aﬁnl o WAABEXSES
| b % | f %
A b ¢
L4l h m ,”. 5...
@ Y ol ez | gLl g~
'W ‘M i ° ]
s N
B X
o i -
H ? o ]
i #. . % on : m.‘
KW&, EIM.JQS -] =1 .{T' .% A =) 4‘% ﬁu’.—lhlr ’I.I.lln—ua
I " % fou B
il
w - [l ] ! mrd
|4 dao - =TelT® 1] Ao . 2
| i 2 = .4 H\ = 80_1: rqﬂ. ’.rlnw..
o he, ) s
. l2 -

=
4 3
IIZ
-
= —
. o2
o
3
's
Y
D a 1§
e

' 1

o s
:
;—ﬂ

Saote io e & bi %
= ==
L%
—
&
1
=5
5
°
=
= ———
-

8..

[ JHE PR ™ L B @ ;
=) 51 | 0 =
- @ T L 10 A0
I~ » -— ' e 18 -
B /3 I : J_ ) ¥ -
- -M 2 (] ¥ rnfu‘II
e, =] 1 w 1 — H .D...‘_\ - 3 L] Fo
ol 943 61T 43 kcm o ujt%a&: N |[T[weg




78

/ .r-::'-EE:-i""' — —
| i e @ e gl -F{._==-u o e = e v —
| dim : v 52314251425
5 2 2
F —= | —
/ o o == - :
= PN - & & & -~ ==
= % — [~
¥ : T
% B
8 o 5 3 4 (8, Ay
2.4 3) 3 G O m ‘/4)17 % 2‘ 1 N
—T - I—= Y
L\ 1 { ~ I o 2
e < - =
/""T""‘\\
LA | - i T : T 1 = T }_
= 4 '3 % 1—,.41 'y %’
3#? %' 5 !! 4 ‘feh. :
K. R 5
> 5 o
/ ’!p.”g o 243 » zﬂé =
i TG ] = = 5 & $3 4 3 ohs ML
T — ; - : I 3 B 4 :
/-—'T-\
x» M@ B
&}: L 1 L 4 I
=~ $ I+ f * E | 1[
ﬁu # 3 4 3 4
.\-______________./‘ 5
W, E.
f) — @ > He
=,
k 4 gt
g £—44 4 : ;
= t T 1 t I =
- — 5 7 : i
A. * 3 3 3
5 2 .. 2
L . 42 3150
| 1
v d
1 1 2
et ! . : .-
= s : d—l{— =
= . I Jr — z
v F —




19

Y.

3415 4

|5

e — ) -—'I- B [ e

ol "
.a.fj‘.. add o fl ..J-
w Le] L
....’4:_ ot |t : 3 3
“M / M.rLu_u. % g |T|d._4mm
! I
il
sl s
MM.zl IDﬂ ,”4! i
= =
2&. ; =
ol (=9 R & “ —u |9
el £ =
Mdl.
@l | .: purs 3.. ﬁ | | |48
et =
m_b I.ﬂ.:‘... L—lﬁ% =] — : jl%.
& L THREPS ] m 2]
Tt 4%H
32 2 e oﬁ” ol
-+ whll]
,, £ -4
- &
ol L, S
£ & |([[RTR < R
*_, & Sy
[——— . ———




80

marcato

1
-
%
4

3
WY 1o o |
@
5
5

1
Y .
i
3

%
>

b

.
2

1

e

42
Kad.
b

422

ftin)

= 2o

'.’]..

4

s
=

‘l.' .—423
9

8. -

p ooy

T
Xad.

i1

‘g

1

Ao

3

52 315

£2-81.6

0




o

l.?%“"-\

2

.

p

=5

1

-

==

3

1

e

£

£fe

Ear

1

f

1

b il

wigll]

FI

¥
£

CESEEESEESSErsEE

- 5
1 *9®

32

%
“
=

b

5
A

e

:

o2 ihole to b

Ee

N

L L Tty
%
-
ﬂ’.'r_. Sl
R Ly e
_uv N




8o

@

™

1 mare.
: re

)
v

Ux2

o

&

-~

(3)

F.

4
5

ﬂb

4
.

i3y

3
£,

-

—2

o jihote b

:

4

1

1
2
3
B

cresc. ﬁ$ ' th
pef

i

P
1

5

iy
.

el

#

em%
.

L.PH-
‘I—l a

o

-
the original English and German editions both have it thus : %

=

(*) Only the first French edition mentions this chord as :



"5"""'(53!'“ i) 4 e ; o A _—_‘-_._‘:‘\.:.

g BileiPes Pon Ror Poe Poe, Feitelal ot 2o 2,0 Poe,

{s e e e
| & crese.

/L';'
oLl
|
E.
o
_!'I
G
—%I
4
ol
$1
ol
4

5
3 5 A __‘-‘-___—-‘-_"—--.__
- 4
- 1
dim. bk 5 " . >
& 2 4 1
)
——-——'--’/
{)
5 O T 1 1 gk : & 2 r ¥
. - == _— Bt : r éﬁf‘i‘ﬁr - 4 -
= i = = - > =
# . % p= = rFrTT -
lz > = 2 ] :

i //

(*) The French ediliyn is also the only one Lo have the bass B. We recommend the version in small notes which conforms better to the

orchestral meaning of the coda.
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STUDY: N* 12
(Op. 25)

It is said — and dates would appear to support tradition — that Chopin composed this Study, as well
as Study No 12 (Op. 10), in his anguish at hearing the news that Warsaw had fallen into the hands of the
Russians. If the legend can certainly add nothing to the intrinsic beauty of these two compositions, it lends
them however a particularly pathetic significance.

Wounded national pride, grief most sacred, generous outburst of revolt explain perfectly the sublime
ardour that sweeps through these pages.

Whether tradition has it correctly or not, the interpretation of these works can be but nobler and vibrate
more strongly by taking its inspiration from this source.

In this Study, the technical difficulties are of two kinds ; the first are so apparent that the kind of work
required to master them is quite obvious; the others, on the contrary, are concealed and can be revealed
only by a searching analysis. Indeed, they gradually come to light as the execution of the piece progresses
towards perfection, and they are practically the real and essential difficulties of the Study.

We classify in the first category the difficulties pertaining to a correct playing of the arpeggios for which
it is necessary : to bring out the powerful melodic design which is their framework, to shift the hand along
the keyboard, and to use the thumb and the 5th finger successively on the same key.

As preliminary practice, we recommend the following variants and exercises which, after having been
transposed into every degree of the chromatic scale, should be applied to all arpeggio-positions throughout

the Study.
r.h. /'38"" T 5\
. 5 5 1 £ 1 :Pl =1 &
1
D AN
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l.h. 3'
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g 34"
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ror the left hand, all of the foregoing exercises should be practised one octave lower.

Then, the following formulae :

[ - - T "
pw_r-h. 12 ?‘E_IEI‘ po_ I - :

~N

L.h. § 5 I.h.bd -]
5 3 514 e 515 5

E. o I :::i:_‘:r:’.:;

l.h 141451

e ! Eie fingering for the left hand

2 2
Slip the thumb in the place of the 5th finger (or vice-versa) on the held notes, without playing the note
a second time ; raise the fingers very neatly to play the semiquavers in formula F.
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Exercise for the right hand only :

1 12'
= -

w
Exercises D, E, and F should be practised in both hands on every degree of the chromatic scale, according

to the chord-combinations and with the fingerings hereunder :

=
e
=

juoifot] fawd}  Jed} } i
__g= . e g bhee

Ll O ay
4 5 5 5 5

We specially recommend the practice of exercise F. which is most useful for developing the flexibility
of the wrist-movements that is necessary to ensure the constant and regular hand-shiftings up and down
the keyboard as the thumb replaces the 5th finger on the same key (or vice-versa).

In order to obtain equal strength of the fingers, practise the whole Study, one bar at a time, each hand
separately ,with the following rhythms :

oy 257
Ll 10 Lf Cor Gl Gff IC Gl € Gl 0 Gl Gl
Transpose the Study, employing the same rhythms, into C# minor and B minor.
Having overcome by the foregoing exercises the elemencary mechanical difficulties, now practise the
melodic part played by the thumb and the 5th finger. In order to increase their individual force of attack,
we recommend the preparatory formulae hereunder :

] T

==
L
: B T
ﬁ 4

play on chromatically
One should endeavour to make the accents on the held notes rather by pressing the fingers on the keys

than by striking them. A more accented tone will be obtained by attacking very close to the outer edge of
the keys.

Having carefully gone through these preliminary exercises, their principles should now be applied to
the Study itself which should be practised in fragments of four or eight bars (according to the melodic curve
of the theme), playing each passage about ten times over, always j’, gradually quickening the tempo, and
without the pedal.

Then, the student should turn his attention to the second category of difficulties referred to at the begin-
ning of this lesson. These difficulties will arise from the interpretation itself ; they are too closely allied to
the quality of the latter for it to be possible to suggest any preparatory exercises beforehand. Only by prac-
tising Chopin’s text itself can these difficulties be overcome and only if great care and full attention be brought
to bear on this finishing work.
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First of all it will be necessary for the fingers to acquire absolute evenness and for the wrist-movements
to be carefully appropriate to the rhythm and the dynamics in order to avoid giving the ear an impression
of ternary division : this too often derives from the fact that undesirable accents coincide with the constant
hand-shiftings required by the fingering used.

The rhythm of the figure is not :

Therefore, it will prove necessary now to make forcible accents with the thumb or the 5th finger — so
as to firmly establish the rhythm (which is here rather ¢ than C ), and now, lighten them sufficiently for
the rhythm to remain unaltered.

On the other hand, when emphasizing the accents we have just mentioned, the student should avoid
depriving the other fingers of the strength they require to ensure the necessary firmness to the melodic outline.
The general nuance of the Study should be in full-tone colour : any fading of the latter’s intensity — even if
it is only to allow the Ist and 3rd beat of each bar to predominate — would not be suitable either to its technical
aim, or to its musical character.

In spite of Chopin’s original editions not mentioning the nuance hereunder, and though they are content
to have accents on the two extreme notes of each bar only, we believe it isin accordance with the composer’s
feeling to play the ascending arpeggio crescendo, and the descending one diminuendo.

Moreover, playing with the above dynamics compels the student to use maximum strength in the least
resounding register of the pinao, thus acquiring an extra asset for the furthering of his pianistic progress.

It appears needless to say that the performer should be careful to observe a perfect legato throughout
the piece, notwithstanding the difficulties of stretch or unfavourable finger-positions on the keyboard.

This constant attention paid to legato-playing will benefit the fingers which will acquire more strength

and evenness, the wrist-movements will gain in flexibility and will correspond more accurately and more
easily with the shiftings of the hand, and the tone will acquire fullness.

The technical benefits derived from the above lesson will of course be increased by completing the work
by a last exercise devoted to the pedal to which is allotted the part of lengthening the notes of the theme
— even though up to this last exercise, accents and legato have been obtained by the strength of the fingers
only.

ALFRED CORTOT
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STUDY N° 12

(Op. 25)

Allegro molto con fuoco {J - 80)(Edit. Schlesinger— as 80)
—
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